A call to our Friends 


S55 tor Art & Architecture is an international 
forum to support innovations and experiments in the disciplines 
of art architecture and other related fields. and « laboratory of 
aesthetics in search for cultural, social. and environmental 
advancements. As a forum. our programs of exhibitions 
competitions, forums. publications. and building projects are 
open to professional and public participation. for critical and 
rudimentary dialogues across geographical ideological. and 
disciplinary divisions. StoreFront is a place, an idea and an 
action that stimulates discussions, provokes responses and 
strives to resolve questions 


Since 1982. financial support for StoreFront for Art & 
Architecture s programs has primarily been provided by private 
foundations and government agencies. However, during the 
past few years. Federal. State and City assistance has been 
reduced drastically. Your support is more important than ever 


Wont you consider beginning or 
extending your contribution to 
StoreFront? 
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Lt. Petrosino Park Redevelopment 
Design Competition 


1996 
By vec to StoreFront, at the intersection of 


Cleveland Place. Kenmare and Lafayette streets sits an 
irregularly surtaced concrete wedge surrounded by a wrought 
iron fence. Long neglected and under utilized as a public 
space. this semi-park presents itself an important opportunity 
for Storefront s program of building projects. In collaboration 
with the Lower Manhattan Cultural Council. and with support 
from the City Council member Kathryn Freed. and through the 
‘concern of the community. Storefront has initiated a multi- 
phase project to re-design the park as an active and 
articulated public space. Following the new facade of 
StoreFront by Vito Acconci and Steven Holl, StoreFront turns 
the corner. to make another contribution to the built 
environment of this community 


Registration begins: April 11996 

Competition Persepective Available: April 1 

Registration Deadline: May 15. 

Design Submission Due. September } 

Exhibition of Selected Entries at StoreFront: October 1996 
Entry Fee: $50 


Lt Petrosino Park Redevelopment Project, 
StoreFront for Art and Architecture 

97 Kenmare Street 

New York. NY 10072 
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Adriaan Geuzewest 8 


April + 1396 
he work of West 8, a Rotterdam based studio of 


architects, city planners. and industrial designers led by 
landscape architect Adriaan Geuze. illustrates the increasing 
importance of landscape architecture in today s urban 
expansions and resource depletion, Fitfully. Geuze s projects 
are about designs and ideas of re-incorporating available 
spaces and places, and on the re-arrangements of urban 
demolition and dumping sites. Willing to negotiate within 
existing contexts, rather than up ending them. his attitude on 
design is anti-monumental. Fitting with the Dutch history of 
‘claiming land from the sea. his view of landscape is not about 
reclaiming or returning to nature but rather appropriate 
arlificialization of the given nature. And like the Dutch 

Polders,” Geuze’s landscape, thus. is about creating generous 
yet open platforms upon which other and unforeseen events 
can rise above it. Contrary to the secondary role of landscape 
architecture, having to vegetate or sculpt around the buildings, 
Geuze often seeds plans and strategies from which architecture 
can emerge 
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SYMPOSIUM 


TWE PULL OF BEAUTY SEMINAR IS CONCEIVED WITH A DESIRE TO REVIEW OUR 
CURRENT CONCEPTIONS OF ORNAMENT AND OECORATION IN CONTEMPORARY AND 
DESIGN ARTS. IN PARTICULAR, THE SEMINAR IS INTENDED TO REASSESS THE 
PREWULING PREJUDICE AGAINST DECORATION AND TO OPEN AN AREA OF DISCUSSION 
|W YHOO TO CONSIDER THE POSSIBILITY OF A RENEWED ORKAMENTAL VOCABULARY 
TWERE ARE (SSUES OF CONTENT TIED TO THE SUBJECT OF DECORATION. AND A 
(CENTRAL QUESTION FOR THE CONFERENCE (S WHETHER OR NOT IT'S POSSIBLE 10 
‘RAVE DECORATION THAT 1S CONTEMPORART AND RELEWNT WHILE BEING EITHER 
ESCAPIST WOR SENTIMENTAL 
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February 13—March 30, 1996 


Reception December 12. 68pm 
Cay feos Tuesday-Saturday, 11-Gpm 


If you received professional training in architecture or 
‘design in the west in the last fifty years. or if you read 
respected publications in these fields. then you have certainly 
been exposed to the modern doctrine on ornament. Your 
‘exposure may have been explicit, like reading Loos Ornament 
is Crime. or it may have been implicit. ike learning the value in 
Rietveld’s zig-zag chair. Perhaps your professor snidely 
remarked that considering it s floral victorian contents, it was 
‘almost worth losing Paxton s crystal palace. Or perhaps you 
were among the generations of American architects taught by 
European modernists like Serge Chermayel!, who told London s 
‘Art worker s guild in 1929 that “Meaningless decoration as such 
is desecration — 


Toe aspect of the modern philosophy that remains 
admirable. and from which, especially in Europe. it derived its 
strength is its political agenda. To quote Chermayelf again in 
“29: The furniture of Today and Tomorrow must be strong, 
cheap and mass-produced. of good. simple and machine 
dictated design..a new furnishing period is opening before our 
‘eyes - of good things for all instead of collecting for the few.” 


The movement was intially associated with the machine 
and from that association were to follow myriad developments 
forthe public good: workers were to have more time for 
personal fulfillment high-quality goods were suddenly to 
become affordable to them. and a great eqalization was to 
revolutionize society! However machines have become pertect 
while society has not — a condition that deprives the clean~ 
form-philosophy of its inspiring myth. The modernist s 
romantic belie! in social revolution. or perhaps redemption. has 
come up bankrupt. 


This of course. is not news — rational form was 
downgraded from a universal truth to an optional aesthetic 
‘some time ago. But as we leave the romance of modernism s 
‘original goals. and its later severity. we are without a 
‘constructive, communicative. optimistic philosophy 
Postmodernism. because it focuses on the re-use of forms. 
clearly despairs of creating any new or genuine expression. and 
often turns into cymcal amalgamation without sentiment 
These movements have left us impoverished in some ways. 
‘hungry tor authentic communication 


Perhaps we can consider the expressivenes of a decorative 
design aesthetic to be ready for renewal. This by no means is 
to say that the subtert of design should become less critical — 
‘this is no wish for escapist curlicues and folderol — but it 
‘seems clear that expressiveness, and the humanism that its 
presence can indicate. may be appropriate naw. It is possible 
to umagine a decorative vocabulary that is neither sentimental 
nor » one that is expressive in a way that is creative, 
optimistic. unsentimental and appropriate to our time. 


This is swimming upstream. however. because whatever 
‘ane wants Lo call the period in which we now are, we still 
‘accept this modern view toward decoration not as the 
philosophy of a certain period, but as received doctrine. That is 
‘to say that intellectually. in the culture of design and 
architecture. we are stil essentially within the modern period 
and so have not genuinely reassessed the principal tenet that 
decoration is desecration and ornament is crime. To return to 
the terts from which this principle came. however. is to show 
‘an emperor without a figleaf: the argument against decoration 
reads as romantic and now irrelevant prejudice 
Understandable as a political position in its day. but as 
applicable today as animism 


‘M the moment, however, gender. virtual reality 
Globalization and other concepts are used to discuss decisions 
that are often aesthetic. Once this romance of the machine 
was the operative rationale, and now social theories are used 
to underlie designs, but the moment that any aspect of a 
‘design has an aesthetic basis all underlying philosophy is 
Gisconnected from the project. Remaining withing the 
‘modernist mind set. we have unquestioningly inherited this 
‘myth that it is possible to ceate a design vocabulary that is not 
‘based on aesthtics. and that is rational in some way 
Philosophically speaking. though. as soon as one thinks “It 
‘would look better alittle shorter.” “It” might as well be covered 
ia floral chintz. There is no defensible line to draw that 
‘would distingush “good” design from any other subjective taste 
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So, what explains the persistence of this prejudice against 
‘ornament? Convenience, certainly Right angles are cheap. 
and craftspeople are both scarce and expensive. In fact. the 
flow of theories regarding the sucess of modernism and its 
pi ity i monng nd  t ervn U bor ; 
One ‘specifically regarding ornament that my be new 
at em it is risky. “Risky? To be a sentimental fop? 
Risky to my dignity. perhaps, but not risky in the way. for : 
instance, showing my solution in a competition would be. f 


tis, though — risky more along the lines of proposing 
marriage. Genuine. good decoration is an expression, and in 
personal expression one is revealed and made vulnerable. As 
with many things in society. we have an arrogant. vaguely 
disgusted. response to something we fear. in this case the 
challenge of this kind of expressiveness. But an arrogant. 
vaguely disgusted response is what we would rather not be 
‘aware of, what we would be much more comfortable retaining 
as a needed buffer against that fearsome vulnerability. ; 


This defensive response is a common device in society. 
with obvious and ugly frequent application. And in fact. the 
connection between this fear-turned-to-disgust response to 
‘ornament. and society's response to the emotional and 
feminine (whether in men or women), is obvious. 


You surely can follow the course of that argument 
yourself. Let us return to the creative core of devising 
another s environment It must, for every designer and f 
architect. include some sense of satisfaction in influencing the 
experience of the user, Dieter Rams designed a green switch 
‘on a travel alarm clock. the intelligent function of which gives 
me joy, Raphael Moneo recently designed a path. trom the 
illuminated interiorty of pop art to the celestial radiance of 
ancient Rome. that communicates profoundly to a museum 
visitor We may think of this “influencing another s experience” 

‘as a kind of communication. Rams and Moneo have given an 
elegant encounter that is unavailable in any other medium, 
they have communicated with design 


a 


One might consider communication to be the essential 
‘element of a cultural endeavor. whether in the form of a book. 
car, building, plaza, speech. electronic letter. gown. frame. 
newscast. vessel. meal or grafitto. These all succeed the more 
clearly they convey their avert or implicit meaning to their 
‘audience. We are not talking, necessarily. about easy 
communication, nor necessarily positive. Often, as in the case i 
of graffitti or even Comme des Garcon, for instance. the 
message is partly about group identity or exclusion If we take 
the culturally essential aspect of communication to the issue of 
ornament however. one is moved. again, toward the curiosness 
of decoration s rejection 4 

1s it too simple to say this: every aspect of a design 
‘communicates. so developing a building or an industrial design 
that does not communicate is not possible, and, since whatis 
made is communicative, is it not an affectation to suppress its 
‘expressive potential? 


itis not a stretch to say that communication, in Gesign, is 
deeply connected to the decorative, one can see it na glass 
‘doorknob or in a brass drawer pull. itis through these details 
that every work of architecture reaches for the resident's 
hand, in fact, hardware marks the only spot one is really 
intended to touch a building. In its role as the moment of = 
physical contact with a building. therfore, hardware marks the 
location in which the most intimate. in the physical sense, 
communication takes place 


Architectural hardware 1s the ideal voice for this 
discussion of decoration because the most humble fitting stil 
plays a role as a visual ornament. In fact as any handle design, 
perhaps aspiring to modernist discretion, aproaches invisibility, 
it also approaches uselessness, hardware must reveal sell. 
So not ony ts hardware the place of physical interaction, but 
must also draw attention to itself visually. and it fails if it does 
nat. Is this not a prescription for decoration? To meet this 
program of visual self-proclamation is nothing other than to be | 
decorative. But rather than holding one hostage to a : 
doorknob s ‘narcissism: fulfiling this requirement of hardware 
‘opens a rich opportunity a light plate can be a personal 

‘missive from the designer to the one whose hand turns the 
switch. That aspect of missive, of communication from the 
designer. is the central theme inthis exhibition 
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Hardware’s role, as what we touch in order to control and 
manipulate interior environments. is that of a tool. Through it 
‘we change the flow of traffic or air, the illumination. the 

. the space one has access to, the water. 
Hardware forms the knobs on the machine for living. In each 
instance it offers environmental control but often so intimately 
that architectural hardware becomes almost invisible to the 
user as an extension of herself, 


In the question of the tool's imperceptibility arises the 
‘question of perceptible decoration. Can something be 
decorative to the touch? Is it possible for a handle to be 
‘expressive in the dark? In use? Is ‘the decorative” only a 

experience cheaply available to the eye — not the 
hand. not the body. not the ear?? 


Heidegger has a discussion that is relevant to this 
qahibition in which he analyzes our perception of tools as 


“ready-to-hand™ 


“In dealings such as... sing a hammer), where 
something is put to use, our concern subordinates itself to the 
Sin-onder-to' which ws constitute for the equipment ive are 
ceploying at the time; theless uce just stare at the hammer 
Thing, and the more we seize hold of it and use tt, the more 
primordial does our relationship to it become, and the mor 
tumceledly is it endountered as that which it 1s — as 
equipment. The hammenng itself uncocers the specific 
‘manipulaility’ of the haonmer. The kind of Being which 
equipment possesses — in which uf manifests self wn its oxen 
right — we call ‘readiness-to-hand.” Only because 
equipment has ths “Baing-in-itsef” and docs not merely occur 


is it mampulable in the broadest sense and 
No matter howe sharply ave just ook al the ‘outward 
appearance’ of Things in awhalever form this takes, we cannot 
thseover anything ready-to-hand. If we look at Things just 
‘theorencally,’ tee can get along wuthou! understanding 
readiness-lo-hand. Bu 


ur disposal 


ut when we deal with them by using 
them, this actiity is not a blind one 
thas its oxen kind of saght, by which our mami 
guided and from which wf acyuares us specific T 


character 


them and manipulat 


Practical” beharwor is not ‘ath I’ in the sense of 


The way wt differs from 


chaz oy does 


not lie simply un the fact that an theoretical 


vor one 
obserces, whils in practical behavior one acts, and thal action 
must omplay theoretical cognition if 11s not to remaiit bland; 
for the fact that observation is a kind of concern ts just 
primordial a 4 thal action has its ocrm kind of sight 
The pecubarity of what is proxumally ready-to-hand t 
that, vn its readuness-to-h f must, as uf were, uthdrawe 


im order to be ready-to-h 
which our everyday dealings proximally devel is not the tools 
themselves. On the contrary, that with which we concern 
owrscloes promanly 1s the work — that which ts to be 
Produped at the hn; end this emcaingly the ody -thond 
ba” 


te authentically, That with 


Clearly. in using architectural hardware. our experience of 
the tool is subordinated to the purpose to which we put it 
usually, we do not really see the window latch when we use it 
we might not recognize a daily doorknob. This exhibition is 
therefore an uncovering of this arena of our actions in a 
building 
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For the Storefront For Art and Architecture. this exhibition 
will take up an issue forming a direct opposite to that of the 
‘Acconci/Holl facade. The Acconci/Holl manipulation of the 
sense of interior/exterior is an abstract and macro-scale 
reconsideration of space. Hardware, on the other hand. is the 
finest and most palpable aspect of the built environment. They 
represent. perhaps, caricatures of the extremes in the 
divergent interests of architecture and design. Design always 
involves the issue of ‘Teady-to-hand.” of being imperceptible in 
the service of function 


This essay is written in promotion of a conviction. and it 
with the exhibition, exist because Kiki and | like decorative 
things 


Victoria Milne 
Wew York 
rally 


'. parallel worth mentioning here is that a rather non- 
mechanical machine. the computer. isin many ways achieving 
among the employed thal revelution expect he 
intellectuals of 1920, in which everyone is elevated to the 
position of skilled manager, even if tis only of a sophisticated 
‘machine. And as the computer empowers people differently 
(for example. enabling the impaired. merging professions — 
editor/designer industrial designer modelbalder), moves 


‘one sector of society toward the egalitarian, creative fantasies 
of the industrial era. 

Anather related digression concerns an elegant symmetry 
between the subject of this exhibition and the hardware of ti 
‘computer world: both are the location of our insignificant. or 
‘unmemorable. physical interaction with a greater architecture 
— ong af space and the other of information. 
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Tha thought of the role hardware playa in ons 
self it victorious were you when you could reach the 
faucet the first time? When you got to open the door? To push 
. trans, 
tow. New York. 
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Jerr PERRONE 


Joel Fisher: Doorknob, 1989, bronze, 7 
1/4 x 3x 2 1/2" overall. 
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Exhibition Design: Operatives 


Beth Katleman: Flushing Fantasie, 
1995, brass, from the Rococornucopi: 
Bathro 
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TEMPORARY IN 
SURFACE TENSION 


James Cathcart 
Apri 3-8 1996 


Opening Reception; April 3, 6-8pm 

Gallery Hours: Tuesday-Saturday 1-6pm 

James Cathcart will generate an installation furthering his 
investigation into the use of vinyl-based stretch film in tension 
When applied as a dense web. the stretched film [an industrial 
form of saran wrap] forms cocoon-like structures around 
clusters of objects working internally in compression 

For a period of one week he will be using the storefront and its 
Surrounding environment as a studio to create a series of 
‘constructions exploring the structural possibilities of this 
‘unique method of building. This research is funded by the 
Greenwall Foundation 


Wrapped Bicycle and Chair. Williamsburg, NY 


